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CHAPTER I 
INTRODUCTION OF THE PROGRAM 
1. Statement of Purpose 
T.h& purpose of thi~ the~is i~ to develop a program of 
dramatics to be used by teachers of the blind as a guid• in 
formulating goal~ and activities with blind children in th• 
intermediate grades. Some practical methods will be presented. 
2. Justification.and Scope of th$ Study 
Ju~tifieation.~- A blind child is not constantly in touch 
with his environment, as is a child who can s••· Sight i~ a 
sense which·continually reports the phy~ical surroundings to the 
mind so that they may be evaluated in terms of past experience; 
. 
and, because he sees, a child is eonstantly, though often 
unconsciously, compiling a store of information. This fund of 
information he draws upon when he mimics the gestures and actio·~ 
of those around him. The blind chil~Unfortunately, i~ i~olated 
from this common background of imitative behavior; and so his 
actions and expressions may v1~1bly mark him as a ~tranger amon 
hia peer~. 
A child who is blind needs to confor.m to his environment 
as well as to understand it. In addition, he has the common 
. 
human needs of se~f-expression and communication. All,these 
needs can be dealt with in a program of dramatie activity. At 
the moment no such program for blind children exi~ts in written 
0 
a 
-for.m. It is the aim of tbi~ thesis to try to remed7 this lack. 
Scope.-- The aim of this thesis is to establish a sequenti& 
program of dramatic activities adapted to the special needs or 
blind children of the intermediate grades. A progression will 
be established from pantomime of actions and of moods to the use 
of dialogue. Attention will be paid to the special needs of 
blind children (mobility, relationship to the environment, etc.) 
The specific intention of this thesis is to help teachers 
working with blind children in the area of dramatics, and it 
should be regarded as a stimulus to the teacher's own imaginatia 
rather than as a specific outline to be followed exactly._ ,No 
attempt will be made to deal with dramatic activities on either 
the primary or Junior High levels, although it is hoped that the 
c:) principles developed in the following chapte~s may prove of use 
in the establishment of a dramatics program for blind children 
0 
of levels other than the intermediate (Grades 4 through 6). 
Ideally, a dramatics program should be an established part 
of the curriculum, but if this should prove impossible then the 
program may be adapted to use in the regular classroom (as, for 
instance, during a Language Arts period) or in the gy.m class as 
- . 
a part of increasing mobility or co-ordination. 
In any group of blind children it is probable that there 
~ '"!.ill be some who are slow learners. This program will not 
discuss such children in detail, but from time to time some 
pointers will be given on ways to help them gain confid~nee and 
skills within the group. 
CH!PTER II 
:REVIEW OF THE LI~RATURE 
As practically no material exist3 concerning a program ot 
dramatic activities for blind children, the majority of thi3 
chapter wil1 examine 3om• theories about creative dramatic3 for 
sighted children, a3 indicated in 3everal books on the subject. 
At the close of the chapter some examples will be given of 
materials which deal with drama tic programs for the blind. 
Chapter III wi11 try to integrate these two types of literature 
in terms of what thi3 thesis hopes to accomplish. 
1. Principles 
Of the books considered in terms of this thesis (the 
bibliography holds the eomple~~ listing), all were i~ gene~l 
agreement upon the principle on which their dramatic programs 
were based. The implied premise through all the literature is 
that man lives not b~ bread alone. From this premise comes the 
~rat principle specifically dealt with in these books: tbat is, 
that dramatics can help children to develop in many ways--in 
their abilitY. to think, to communicate, to imagine, and to y 
experience. In short, dramatics serves both as an emotional 
release and as a growth factor. T.he second principle held in 
common is that the main benefits to be gained by children from 
1/Isabel B. Burger, Chapter I, Creative Play Acting, A. s. 
Barnes & Co., New York, 1950. 
-3-
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c=> dramatics come from creative dramatics--spontaneity and 
creativity are the keys which unleash the childts abilities. 
Far more will be gained if the child puts himself wholeheartedly 
and imaginatively into acting than if he memorizes something at 
great pains without any emotional realization of what he is 
saying. And the third principle is that creative dramatics is 
!I 
0 
0 
a group activity --each member of the group garners ideas and 
emotions from coBtact with each of the other members. 
There is in addition a fourth principle--spoken in some 
books, tacit in others--that human socie~ has need for people 
who are creative and who can work creatively in a group. 
Elaborations of the above principles can be found in leading 
.Y.211V 
texts. 
2. Goals 
The primary goal put forth in all leading books is a direct 
outgrowth of the first principle discussed above. The principle 
is that creative dramatics can enrich a child's life and make 
him a better person; the goal is to help children, tbVough 
dramatics, to become happy and capable adults. There are many 
aspects to this growing process, and different authors emphasize 
1/Ruth Lease and Geraldine Brain Siks, Creative Dramatics in 
Home, School, and Community, Harper and Brothers, New York, 
l958, P• 2. 
g/Isabel B· Burger, op. cit., PP• 1-2. 
2/Ruth Lease and Geraldine Brain Siks, ~P· cit., pp. 11-15. 
h/Geraldine Brain Siks, Creative Dramatics, An Art for Children, 
Harper and Brothers, New York, 1958, -P• ,. 
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different ones. Specific references will be made to certain 
pages which deal concisely with these aspects, but this does nat 
mean that the ideas are the prQperty of one author alone. 
Here are some of the abilities which dramatics may foster 
in a child: 
a. The ability to move freely 
y 
b. The ability to think freely and with tmagination 
c. The ability to communicate 
d. ·The ability to work with a gJ:>oup 
?J 
e. The ability to form wise tastes 
f. The ability to grow emotionally 
g. The ability to be self-eonfident.2/ 
All these abilities are part of the same concept of the ubiqui-
tous "well-rounded person," and so: each one relates closely t0 
all the others. 
Just as the first goal is an outgrowth of the first 
principle, so is the second goal closely related to the second 
principle. T.he principle is that a ehild will gain the most 
from dramatics if he participates in it spQntaneously; the goal 
is to make the process of dramatic activity so pleasurable that 
the child will participate wholeheartedly of his 0wn free will. 
"Under the stimulation of active, creative play children become 
lJfsabei B. Burger, op. cit., PP• 1-2. 
g/Ruth Lease and Geraldine Brain Siks, op. cit., PP• ll-15. 
2/Geraldine Brain Siks, Creative Dramatics, An Art for Children, 
Harper and Brothers, New York, 1958, P• 3· 
0 
0 
0 
6 
so interested in and moved by the enjoyment of the aitu~tion y 
that the avenues for self-expression constantly open wider." 
3· Techniques 
Since the second goal is the key to attaining the first 
goal, the teacherts first concern should be to establish an 
enjoyable atmosphere. To achieve this it is necessary for her 
to achieve rapport with the group. The burden of creating this 
rapport rests firmly on the shoulders of the teacher (or group 
leader, as the case may be). ~e main secret is that if the 
situation !! considered a burden, the rapport is likely te 
crumble before it starts-~enthusiasm is the best begetter of y . 
enthusiasm. Isabel Burger gives a very good exposition of 
the whole problem of atmosphere, in which she concludes that 
where "there is love and understanding, children will work 
,. 
enthusiastically and eagerly; there will be no discipline prob-
lems1•'t One practical way, of course, to aid rapport is to .make 
sure that the activities are geared to the interests of the 
individual groups. This can be achieved through taking into 
'-! 
account the hobbies and inte~ests of the group members. 
One technique frequently recommended as a good starting 
point once the members of a group have met is music {o~ a rhythlll c 
!/Ruth Lease and Geraldine Brain Siks, OJ2• cit., P• 11. 
g/OJ2· cit., P• 18. 
2/Ruth Lease and Geraldine Brain Siks, Ol2• cit., Chapter III. 
0 
0 
0 
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1:1 beat) to eet a mood. Somehow it seems easier to pantomime 
when there is a musical accompaniment to give moral support and 
many children may be self-conseious at first about moving in 
ways other than their own in front of an audience, no matter how 
informal. Then, too, music may eerve to stimulate a weak imagi-
nation by the memories it kindles. Poetry, too, may serve the y 
same purpose. 
With or without 'music pantomime is considered an integral 
part of' creative dramatics, for it etimulates the realization 
that in order to act a part not only the voice but also the whol 
body and face must be brought into play. There are different 
21 
sorts of things which may be pantomimed--for instance, moeds 
!II 
as opposed to actions --and this can be brought to the atten-
tion of the children. In either case, it is wiee to make sure 
that the pantomime at first deals with actions or moods which 
are tamiliar to the ~ildren and which may actually be ~rt of 
the~r everyd~y play. 
In order for pantomime to be effective, the children must 
. §/ 
learn to use the infor.mation of their senses: if thw.y touch 
1/Winifred Ward, Playmaking with Children, Appleton-Century-
Crofts, Inc., New York, 1957, PP• 48-50. 
g/Ruth Lease and Geraldine Brain Siks, op. cit., P• 37· 
2/Isabel B. Burger, op. cit., Chapters II and III. 
k(Ruth Lease and Geraldine Brain Siks, op. cit., p. 20 • 
.2./.Ibid. 
£~Geraldine Brain Siks, op. cit., P• 76. 
8 
0 something imaginary will they find it hard or squishy; if they 
eat an imaginary meal, is tae food sour or sweet, wi~l it need 
much ehewingf 
0 
0 
Once the pantomiming of single moods has been mastered, the y 
next step is change-of-mood pantomime, who·re some occurrence, 
external or internal, is shown to bring about a change in the 
actions of the pantomimer. To put it in simplest terms, a child 
may pretend to stub bis toe and then be woebegone until a 
friend comes along and wants to play tag; and so the woe disap-
pears in the laughing pleasure of the game.. Change-of-mo(l)d 
pantomime is the firat step along the road to plot (or d~amatic 
progression), for it indicates the beginnings of a change of 
attitude or situation--and change is the lifeblood of a play. -
The next step along the road to creative dramatics i$ 
Y21 
characterization --no longer the creation of one or two mood 
of a person, but an attempt to understand the waya of speech 
and thought and action which make a person distinctly himself. 
This requires a recognition on the part of ~he child that other 
people may react differently to situations than he himself 
would. In many cases it may seem simplest or most logical to 
. 
let a child act a character who is most like himself; and per-
haps in the early stages of characterization th~a will work best 
lfisabel B. Burger, op. ci~., Chapter v. 
g/Ruth Leas~ and Geraldine Brain Siks, op. cit.,. C?apter III. 
2/Geraldine Brain Siks, op. cit., P• ~4· 
9 
c:) It is probably wise, however, to have children act out parts 
0 
0 
-
which are alien to their natures--the shy girl act the princess, 
or the bully play the part of a peacemaker. 
A natura2 corollary to characterization is dialogue; !I 
for patterns of speech are as much an indication of character 
as are gestures or facial expressions. If a child is whol•-
heartedly engrossed in the fun of dramatica this may be a time 
when he unconsciously improves his grammar or his ability to y 
express himself. 
A side-effect of the working with tbe elements of drama 
may be the development in the participants of a recognition of 
the eas•ntial structure to be found in a good play--or a good 
story of any sort--and an increase of critical ability. 
These, then, are the main steps to be taken in tae intro-
duction of creative dramatics to a grGup of children. Of the 
books considered, the most generally helpful were Creativ• Play 
Actins2 by Isabel B. Burger, Creative Dramatics in Home, School, 
and Comm1.11rl_ty by "Ruth Lease and Geraldine Brain Siks, and 
Creativ• Dramatics, An Art for Children, by Geraldine Bvain Siks 
(see Bibliography). -Burger's book outlines by cbapters·tbe 
general progression-of techniques which has been dealt with 
here; while the two latter books give more vivid detail and more 
' a~tively indicate the interaction between teacher and group 
1/Isabel B. Burger, op. cit., Chapter VI. 
glcaroline E. Fisher and Hazel Glaister Robertson, Children and 
the Theater, Stanford University Press, Stanford, 1955, p. 22~ 
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members. The book by Lease and Siks, as its title indicates, 
deals with the various areas in which ereati~e dramatics may be 
used. The most useful chapter, in ter.ms of this thesis, is 
Chapter III, "How to Introduce Creative Dramatics on the Upper 
. . .. -
Elementary Level!" In Mrs. Siks' book, Chapter 4 (UA Creative 
~ ~ 
LeadeF') and Chapter 9 (°Creative Dramatics With Ntne, Ten and 
- . 
Eleven-Year Oldsn) offer a good deal of practical information 
and suggestions in an enjoyable manner. 
Two otb.er books have been used, to a lesser extent, in 
preparing this chapter: Playm.aking With Children, by Winifred 
Ward, and Children and The Theater by Caroline E. Fisher and 
Hazel Glaister Robertson.- The former book has been ·particularly 
useful in Chapter IV on "Improvisations of Older Chi'ldrem. 
. (Eleven, Twelve, and Thirteen)" which sets up a suggested pro-
. 
gram geared to the interests of children of these ages. 
Children and The Theater, on the other hand, is spec~ically 
pertinent to this thesis in its first three. chapters, wbich.set 
forth a vindication of dramatics as a part of education, of the 
child's life, and of society as a whole. The rest of the book 
deals with the fo~al production of plays by children rather 
than with informal dramatics suited to a classroom. 
.. ... . 
4· Materials on Dramatics for Blind Children 
Only a limited amount has been written about the value of 
dramatics for blind ch~ldren, and still less bas been done about 
writing down.a program containing techniques as well ~s goal~!~. 
ll 
y 
MarioD L. Damren, in "Dramatics for Blind Pupilefl quotes Enza y -
Alton Zeller concerning the values to be found in a dramatic 
produQtian, where body, voice, and mind unite to fom the 
pers·onali ty; and this is the principle which governs her 
advocacy of a program of dramatics for blind children. The goal 
which alae mentions are much the same as thoee in the program to) 
children who can se•; as, far instance, ~deve~ment of a social 
consciousness~~ "bodily.control and freedom,~ and so forth. 
-The one goal with peculiar relevancy to the blind is indicated 
by the statement that "physical appeara:m.ce is of great 
importance~~ since thi~ i~plies the goal of helping blind 
children to improve their external appearance'tbrough making 
them aware of its importance in dramatic~. 
The only other article about -dramatics for the blind which 
is relevant to this thesis is a pamphlet compiled by Ruby I. 
w Grass, B. L. s. This pamphlet shows the usefulness of 
dramatics and proceeds to a concise listing of goals. ·This list 
parallels the go~ls of this thesis closely enougn.to warrant 
~eing set down here in toto. It states-that the goals of a 
1/Marion L. Damren, Dramatics for Blind Pupils, unpublished 
paper, 1936, in the files of the Blindiana Library at Perkins 
School for t~e Blind. 
g/Enza Alton Zeller, "Let's Put on a Play", Thespian Magazine, 
as cited in Marion L •. Damren, op. cit., P• 3· 
2/Marion L. Damren, op. cit., P• 11. 
~Ruby I. Grass~ (Editor), Dramatics and Expression, mimeographe~ 
The Pennsylvania Institution for the Blind, c. 1935, in tbe file~ 
of the Blind1ana Library at Perkins School for the Blind. 
I 
• 
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dramatic program for blind children are: 
''to make •••• pupile like their seeing friends; to learn 
self-confidence; to lear.n to use ordinary gestures of those 
who see; to attain a pleasing and well-modulated voice and 
correct any speech defecte; to go about etage and school 
with confidence and without the use of hands to avoid 
running intyo things; to conquer habits which emphasize 
blindness." 2 
" Techniques-used in the Pennsylvania School are mentioned 
but examined only sketchilY,: there is a gradual cumulative 
process from kindergarten on up of story-telling, memorizing, 
speaking well, being on stage. Mueh of the work is done in 
elaes, gad there seems to be nq carefully planned progression of 
activities with any goals in mind rather than good oral expres-
sion (this omission may, however, be due to the briefness of the 
pamphlet rather than to a lack in the school's program). 
All other material available on dramatics for the blind 
dealt with adult groups, and the emphasis was on the results 
rather than the methods. 
In this chapter we have considered the literature on a 
program of dramatics both for children who can see and for those 
who cannot. The next chapter will deal with the specific aims 
of this thesis, which in many ways parallel those set forth in 
this chapter. 
y~., P• l • 
CHAPTER III 
GOALS OF THE PROGBAM 
T.he beliefs which motivate this thesis are ver,r similar ta 
the main ones discussed in Chapter II. They are, in essence: 
1. That dramatics can be a means toward improving tho 
personali,ty ana confidence of a child; 
2. That part of improving a blind ehild'a personality 
consists in making him aware of gestures and facial 
expressions which are part of the communication ot 
everyday life between people who see, but which are 
oftentimes alien to a blind child; 
~· Tlaat pleasure has an integral part in the success of a 
dramatics program. 
Tlae program wb.ieh will be set out in the next chapter has 
a~ its goals the improvement of the mability, gestures, facial 
expressions, imaginations, sensory awarenes~, and general self-
confidence of blind children in the upper e1ementa:cy grades, by 
means of creative dramatics. It is hoped that this' ,will b~ 
achieved by means of aB integrated program progressing from 
simple dramatic forms to more complex ones. · 
In a school for blind children there is like~ to be some 
sort of dramatic activity, whether in an informal aeries of 
weekly assemblies or in an occasional formal play, witla try-outll! 
which is performed in front of a large audience. Judgi~g from 
the written material which is available on the subject, however, 
-13-
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there 1~ not much evidence that it is the rule to have eontinu-
ous dramatic instruction apart from the classroom; and classroom 
work (judging both from ta~ report of the Pennsy1vania Sehool 
" 
and from this authorts experience at Perkins School) will tend 
to emphasize oral fluency im preference to other phases. of 
dramatics. T.he emphasis in this thesis will therefore temd 
awa7 from the oral in order to create a.co~terpoise to the 
present-day strong points of classroom dramatics • 
CHAPTER IV 
DEVEIDPN1ENT OF THE PROGBAM 
1. Introduetion 
Thera are two probable casea in which dramatic activities 
will take place in a school for the blind. T.he most likely one 
is that the ·classroom teacher will find herself, either om her 
own initiative or as part ef the school's planned curriculum, 
intr0ducing dramatics into her classroom. The second probabili~ 
' 
' is that dramatics may be set up as an extra-curricular activ1 ty. 
The likelihood in the second case is that the group leader will 
not be a specialist in dramatics, but simply an interested 
teacher volunteering some extra time. 
An alternative to these twa cases is the introduction ot 
dramatics into some specialized class-such as gym or English 
{if the class goes to different teachers fer each subject in-
stead of having a single classroom teacher). 
This thesis will consider primarily the situation of the 
classroom teacher, but it is hoped that the material discussed 
here wil1 be of equal use for any of the oases mentioned above. 
2. Planning the Program 
In some ways the classroom teacher has the advantage over 
. 
a person directing extra-curricular dramatics, while in other 
ways she is at a slight disadvantage. On the credit side, she 
will be working with a group whose tastes., interests, abilities, 
-15-
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~ and failings she will have a constant chance to observe. If a · 
child is on the defensive about his lack of academic skill8, the 
teacher may be more conscious of the need to help him shine in 
dramatics peri·od; or if a child has an excE.?llent gra:sp of facts 
in class but is thrown off balance by any request for creative 
thinking, then the teacher will need to think of ways to help 
his imagination strengthen its muscles. On the debit side af t 
ledger is the fact that creative dramatics thrives in an infor.ma 
atmosphere, whereas arithmetic or the dictation of new spelling 
words requi~ea a more formal discipline. Creative dramatics, in 
contrast, may build upon the fact of the imagination roamimg 
far afield. If the group is used to the teacher· controlling the 
0 
0 
more formal situation, it may have difficulty accepting her in a 
slightly more informal role. 
Space.-- Anothe·r difficulty that the classroom teacher may 
encounter is that of space--her classroom may be just large 
enough to accommodate the rignt number of pupils and of desks, 
and then where is there any room left for dramatics? It may be 
possible to shove the desks back against the walls; but them 
there are the additional problems, not only of noise and wasted 
time, but also of blind children disoriented by an unfamiliar 
arrangement of furniture. Ferhaps the best plan is to have ths 
desks always arranged so ·that there is some compact area of free 
floor space (whieh may be used for science projects, spel~ing 
bees, etc., and not on2y for dramatics). One such arrangement 
would be to have desks in·rows around three sides o~ the room, 
1{ 
c:> facing inward, while the center area and one side of the room 
remain uncluttered. If space i a very limited no matter what 
arrangements ~re tried, a good idea is to try to get the use of 
an auditorium or gymnasium at regular intervals. 
0 
Schedultmg.-- When is a good time of day for dramatics? 
Any time that is convenient--although in the afternoons the 
children will probably be restless and glad of an excuse to move 
around freely. If they learril. to think of dramatics as fun and 
relaxation, a late afte.rnoon period whieh otherwise is somewhat 
painful might profitably be put to use. 
It is wise if, be~ore starting the dramatics program, a 
teacher has in mind what she intends to accomplish and what tho 
general capabilities of her group are. Some good general 
references are The Child From Five to Ten by Arnold Gesell and y 
Frances L. Ilg and Youth: The Years From Ten to Sixteen by 
. . ~ 
Gesell, Ilg, and Louise Bates Ames. The chapter on nine, ten, 
. . 21 
and eleven year olds in Mrs. Siks ,. beok is also very helpful. 
All this information must, however, be tempered by the teacher'! 
knowledge of blind children in general and of her class in 
particular. 
In dramatics, where individual action must continually be 
commented upon and guided, it is useful if the class is very 
1/Arnold Gesell and Frances L.- Ilg, The Child From Five to Ten, 
Harper Brothers, New.York, 1946. 
g/Arnold Gesell, Frances L. Ilg, and Louise Bates Ames, Youth: 
the Years from Ten to Sixteen, Harper~Brother~, New York, 1956. 
c-) 3/Geraldine Brain Siks, op. cit., Chapter IX. 
18 
0 small. In a g~oup larger than 10 there shou..J.d be several 
teachers. 
0 
0 
;. PreaeDting the Frogram 
Fourth, f1fth, and sixth graders probably will know tho 
meaning of the word "dramaties"--or at least will associate, it 
.. 
with u giving plays." It might be w1se to ask the group, seated 
.. - . 
informally on the floor or.relaxed at their desks, just what the 
word means to them. Some of the answers will probably· ~dicate 
that the children consider acting to consist only of saying 
lines and standing in front of an audience. If this is tae ease 
the teacher should mention that the body and the f aee play almosi 
as much a part in acting as does the voice. This may be hard 
for the children to ~ealize, since voiee (as sound) ~s reality 
for them, whereas pantG~mime bas none. Examples should be 
planned, therefore, which combtne some familiar sound pattern 
with an equally familiar muscle memory. For instance., ask the 
class if it seems real to them when someone in a play says, "I'm 
- ' 
goi:ag. upstairs," but there's no sound of stairs being climbed. 
T.hen ask them all to pretend that they are elimbing stairs, try-
ing to make their muscle-s -behave as· they would if really climb-
ing. First have them experiment all together, and then take 
turns being climbers and listeners--judging evenness of tread, 
heaviness, etc., while the teacher reports on the visual effec-
tiveness. 11 John is leaning fo-rward, so he's going·up; Sue leans 
~ 
back a little, so she's probably coming down; Jerry is using the 
bannister," etc. Other possibilities are walking as if tired, 
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0 limping, or jumping rope. By now the children will probably 
have the idea and offer ~uggestions themselves. 
0 
0 
Throughout the whole program effort~ ~hould be made to 
maintain a balance between the visual and non-visual aspects ef 
drama. ties. 
Large body movements.-- A blind child often seems to have 
learned to use his body in a rather haphazard fa~aion. When he 
walks.- he may raise his feet unusually high in order ~o a:void 
obstacles, or he may lean backwards as if retreating from eol-
' lisions. One· very common body motion of a blind child is rock-
ing back and forth, and this may occur when he is standing or 
when be is seated. Large sweeping arm motions, ·however, are 
very seldom used; in fact, gesturing of any sort is rare. The 
child's concept of the expressiveness of gesture will rely, it 
he has no sight, upon what his family and sighted acquaintances 
have told him. 
Since small gestures are generally a refinement of large 
ones, working from large to small is a natural progression. 
Walking is a good starting point. It is an e~sential movement, 
and freedom and ease in walking are more nearly learned 
than instinctive one~ when the objective is unseeable. The 
major problem with a program of walking is that if at this poin 
the teacher lacks ingenuity and enthusiasm the child:r>en will be 
thoroughly b0red; If, however, the whole thing is treated as a 
game, and other activities or motions are interspersed to relieV~e 
the monotony, progress is likely. 
2C 
Freedom of movement depends on self-conf-idence as well as 
on visual eo-erdination. Therefore, it is wise, if the members 
of the group are m.ot very sure of their surroundings, to have 
someone walking or movitag beside them for the first few times 
so that they can concentrate on their bodies rather than on 
their potentially tricky surroundings. 
Right from the start the group should be kept aware of'. 
moods in movement; a happy or tired walk is more meaningful and 
somehow easier to p-roduce than a n good" walk. 
Here is a partial list of some large body motions: 
1. Leg motions: 
Walking 
Bunning 
Hopping 
Skipping 
Jumping 
2. Arm motions: 
. ' 
' . 
Swinging ar.ms together, forward and b~ck 
Swingimg arms alternately, one back and ono 
.i'orward 
Beaching upwards 
Reaching forward 
Waving a hand 
3· Combined arm and leg motions: 
Swinging ar.ms while walking and running 
:Reaching whi'le jumpins . 
Stooping down to pick something up 
Walking in a bent and weary position. 
Once the idea of these motions bas been presented and 
dis·cussed, music is a logical and pleasant accompaniment. If' a 
piano and player are not available·, a victrola is a gaod .. substi-
tute •. 
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To teach these motions as expressive will take a great deal 
o£ time and patience, and large doses of ingenui~ will be need« 
to make the motions seem enjoyable. Blind children often need 
to be shown how to do many things by having their ar.ms and ~egs 
moved in the desired way by the teacher, and it is often bard 
for one person to be in ten different places at once. The 
playing of records ar of some music is especially useful at T.hi~ 
point, providing continuity while the teacher circulates. 
Small body movements.-- When the children have learned to 
make large simple body movements, the next step is to introduce 
them to the smaller ones which are part of everyday contacts, 
\ 
such as shaking hands, waving, and blowing a kiss. At the 
mention of some of these gestures the group will say, "But we 
~lready know how to do that," and perhaps they do. ~e chances 
~ 
are, however, that although they may shake hands with suitable 
aplomb, their waving "hello" or "good-aye" will look like an 
-
aimless pushing or slapping motion. At this point the teacher 
will find it necessary to apprentice herself to the Method ~~hnn· 
of acting--to think and feel her way into the depths of the 
selves of her group. For it is easy to say "I !!2! how that 
. -
gesture should look, and we'll ~ust drill until we can get it 
right," but if she does not bother to think about the way her 
body feels and what muscles she uses to create a gesture, the 
end result is likely to be as far from visual naturalness as 
was the first attempt. In order for the group leader to give a 
helpful description, therefore, she must have thought through 
\ 
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the steps of the gesture: is it abrupt or slow, sweeping or held 
close to the bcdy, does the shoulder-to-elbow muscle do most of 
the work, or is all the action in the wrist?- Is it a twa-part 
action, or does it take place all at oneef 
:For example, co:nmider a salute. What happens if you simply 
say, "stand up straight and put your right hand to your forehead? 
You may have some i'evered brows being clutched or some limp 
i'ingers wandering near the le~t eyebrow, but you are extremely 
unlikely to see a salute. So start at the beginning and progres 
slowly. It might be interest·ing to find out what the children 
think the purpose of a salute is. ''Soldiers do it." "It is for 
,. 
the flag." "Or for a commanding of-ficer." Some of the b e7a 
~ - ~ 
will have learned the .cub scout salute, or the pledge af alle-
giance salute,- and feel that they know all about it. Whatever 
explanations are advanced, however, some mention should be made 
ef a salute as a gesture ef respeet. It might be wise at this 
point to explain that certain postures can suggest respect 
while others suggest the reverse. Probably part of the group 
will be able to figure out -which ways of standing are mere 
respectful than which other ones. Once erectness is accepted 
as the basic stance, the ar.m motion should be considered. The 
right am from the shoulder to elbow swings forware slightly, 
and then the elbow moves up into line with the· shoulders. Mean-
while, the forearm is pivotil'fg up from the elbow until the edge 
of the right pointer finger is touching the ferehead just above 
the right eyebrow. Th,roughout this process the fingers ~f the 
4jt right hand have been held stiffly together, and the thumb has 
been tucked in, out ef har:m1 s way, against the palm. 
Here is a partial list of smal~ motioms: 
Shaking hands 
Holding and "reading11 a print book (this requires a 
realization of sight a~ being possible only in 
straight line~, and of head motions as a part of 
reading) 
Nodding and shaking the head 
Wavizag. 
Handling a cigarette 
Crossing the legs 
Crossing the arms 
Shaking a finger to scold 
Resting head on hand to show tiredness 
Futting hands on hips 
Saluting 
Turning the head to talk to someone 
Drawing a gUD. 
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There are· three ways to help the gr0up learn these gestures~o 
41t One is to describe them kinesthetically, the second is to have 
them place their hands on someone who is doing it e·orreetly, 
and the third is to manipulate their limbs in as close am 
approximation of the gesture as external means can achieve. The 
best idea is to combine all three methods with the pleasure of 
acting out a small skit which will call for one gesture at a 
time. If the teacher can introduce the gesture and then tell 
a story in which everyone can salute (and be praised by the 
teacher for the performance), enthusiasm is likely to last 
longer, than if rote drill ~s the order of the day. 
~--- Mood may be shown by many means. Only two will be 
considered at the moment: pantomime with the body, and facial 
expression. 
1. Pantomime (with the body).-- When introducing movements, 
both large and small, it is a good idea to have the children 
continually aware that they are learning to say things with 
the~r bodies--to express moods and thoughts. If they are aware 
of this fact and if they have been able to use the gestures in 
simple stories, then they have already gone through the door 
into the land of paRtomime. 
The ne~t step is to have them try to express moods with 
their entire bodies rather than concentrating on isolated 
gestures. One of the main problems here, o:r course, will be 
that there can be no spontaneous criticism :rrom the rest of the 
e~asa, since only the partially sighted members of the group 
will be able to realize how the oth~rs are doing; and the 
partially sighted ones may be inclined to make devastatingly 
frank and discouraging comments just to make it clear that they 
can see and the others can't. Depending on the reasonableness 
of the partially sighted children, it might be a good idea to 
have two groups: one for those with useful vision and one for 
those without it. If those who ean see don't take advantage of 
the ~aet, however, their ability to observe the performances of 
the others may act as a useful spur. If there happen to be 
neighborhood or faculty children who cam accept the fact of 
blindness, they might also become ve~ useful members of the 
group. For pantomime needs to be observed, gently criticized, 
and enthusiastically applauded in order to be spontaneous and 
enjoyable. 
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The pan.tomiming of mood may be introduced by choosing some 
mood, such as sadness {it could as easily be happiness or anger) 
and by asking the group members to act as if they are sad. Some 
will probably catch on quite rapidly, shuffling and stamping 
with great enchantment. Others ma~ walk §lowly or frown, trying 
to express in just one way the mood that is asked for. And some 
may just clomp around haphazardly or fidget and keep saying, 
11but I don't know how to do it.0 
At this poiBt it is wise to gather them all togetaer and 
establish a specific nsad" ~ituation as the basis for the next 
attempt. Try to have the children set the scene, since if taey 
have made it up and it is in their terms, they will be better 
able to understand the reactions ef the person they are ~ortra~­
ing. If the group as a whole is very animal-minded, the mood 
might be that of a little boy whose dog has just aied (or is sic~ 
or has been hurt). How old is the boy1 Has he had the dog for 
a very long time! Is the illness or death his fault? All thea] 
are questions which.may arise in setting up the situation. . 
Now it is time to try to act out sadness again--this time ~ 
more· defined sadness. Probably there will still be an enormous 
variety of responses. One Child will sit on the floor, hugging 
his knees rocking back and forth; another will walk up and dowm 
aimlessly with his hands in his pockets; and "I don't know how~ 
will still be at a loss, standing still with his hands hung any 
which way in mid-air. T.he teacher should now effer more 
• specific encouragement and suggestions: 11 That' s a good idea, 
--
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Susan, he might just want to sit all by himself." "Jimmy, 
that' a a .fine way, too, he might be so upset that he can•·t eit 
still, but has to walk around. Your shoulders look as if som•-
thing heavy were pulling your ar.ms down--that's how people often 
act when they are sad." If Jehnny "Don t t-Know" is listening, 
" he'll probably try to mimie the things that he hears praised, 
and be may be successful. If he isn't the teacher should try 
to find out how he thinks he acts when he is sad. If he "deesn~ 
know, 11 then. she must draw on her knowledge of the child, adding 
a dash of inspiration, and suggest specifies to him--alwaya 
keeping her fingers crossed that she has chesen wisely. 
Once the group as a whole bas shown its ability to handle 
a mood in ter.ms of a given situation, they are likely to enjoy 
interpreting a piece of music which is in the same mood. If the 
mood is sad, then perhaps a funeral march or Tchaikovsky'e 
-
"Pathetique," first and faurth movements, would serve; if gay, 
~ -
then an instrumemtal version of the "Can-Can" score, or ttr Oould 
Have Danced All ·Night"; and so on. 
~e~ moods were me~tioned earlier as possibilities tor 
pantomime: sadness, happiness, and anger. Of course, each of 
these three has many interpretations: Is the sadness gloomy, or 
heartbroken, or lonely? Is gaity or peacefulness, bouneiness or 
tranquillity, to be the chosen aspect of happiness? And is tne 
anger frustratedly tense or tantrum-wild?. 
Other· likely. moods to choose from are thoughtfulness (what's 
being thought about, is it pleasant or .sad, easy or difficult to 
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accomplish?), teasing or impishness, grumpiness, dislike, 
friendliness, ete. 
2. Facial expression.-- During this period o·f mood illl.ter.-
pretation the group ought to be ready for the first discussion 
of the role faeial e;pression plays in acting--specifically, in 
acting out a mood. This discussion should not eome at the 
moment when the children are first experimenting with moods, for 
it would serve then only as an additional factor to confuse th~ 
The group most capable of accepting and using this new for.m of 
acting is one which is relaxed at the thought of mood portrayal 
and which is having at least partial success with it •. If a g . 
is unable to use large gestures to approximate a s·tate of mim.d, 
then it is highly unlikely that it will be able to control 
facial muscles we~l enough to produce aaything but a smile or 
a grimace. If so, then there's small sense in even bringing up 
the subject at this point. If, however, there are children in 
the group with expressive faces {and sometimes these children 
may be the-most ungainly in body) who could profit from mention 
of expression and who need praise, now is a good ·time to go 
ahead. 
Ask the group to smile (some may grimace, but most will 
know what to de), and then ask what muscles have been used. 
how analytical they can be, and whether they can compare the fe 
of a smile with the feel of their face when they are unhappy 
{this refers more to inte·mal "feel" than .fingers exploring 
~ -
faces, although the latter i.s somstimes helpful). Except in 
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the case of a smile, it would be best to ask for expressions by 
meods rather than names: rather than saying n frown, n ask for a 
":mad" or 11 angry'1 or 11 unhappy feeling" face. 
If the children seem uncertain ani tbe results are poor, 
concentrate- on one feature at a time and explore the multitude 
of possible ways it can be used. T.he mouth, for instanae, what 
can you do with a mouth? Mainly, it is open or it is shut. 
CoRsider it in shut position. First, it's at rest, limp and 
reaaxed, perhaps a little bit pouty. A tiny smile can pull the 
ends out and up, but a full-fledged beam opens the lips. If the 
lips remain clesed and are stretched out to the sides as far as 
possible, a grimace of disgust results. If the lips, still 
closed, are pursed up so that the outer corners come close 
together, the result can be either prissy or contemplative. 
The open mouth can hang in mid-air in stupidity, or it may 
be stretched to its limits in horror. It may be on the verge of 
letting loose a cry of joy or of bawling someone out. The nos~ 
and eyebrows also have a variety ef possible positions whieh 
should be diseussed and attempted. Keep in mind, however, that 
the interpretation of expression is somewhat of a personal 
matter. 'Wha:·t is important in tbi a JPQ.rt of the program is the 
awakening of an awareness in blind children of their faces as 
ins trume:nts of expression. If they come to recognize the many 
ways in which each featul:'e may be used they can then join the 
actions of their features into expressions whieh are their own 
but which somewhat resemble those used by others. No two people 
?.9 
smile--or glare--in exactly the same way, so it would be foolish 
to demand complete uniformity from the childre:n.. Make them 
acquainted with the poesibilities of their own faces, and help 
them find their way from that point on. 
Pantomiming change of mood.-- The children by now have 
lear.ned about the role that gesture and facial expression play 
in the c:r;oeation of a mood; and once they have shown a certain 
ability to join face and body expressively they are ready ta 
progress to a new phase. Wba t they have been working with is 
one mood alone; now they can move into a more dramatic phase--
a progression from one mood tG another. 
Every time that some new step is introduced in the program 
the children should have the opportunity to discuss it; and eve 
(with guidance I) to decide what the next phase should logically 
be. For instance, if the group is gathered together, the leade 
may begin by asking the children what they have learned so far, 
and· in what order. 
"Why didn't we start right out with mood-acting, do you 
suppas e, Tom?" 
Some of the children won't know, but some will probably 
~ 
say, 11 It was too hard to sta-rt with," or, "I guess we needed 
to know something. about gestures before we could act out a mood. 
"Is mood-acting a way of telling a story?" the leader migq 
ask. 
T.he group will probably agree that this makee sense. 
11 But are all act~d-out storie·s the acting out of just one 
• 
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moo<ii?11 
One or two children may say "yes" in a bewildered way, but 
the rest will tumble all over their words as they say "no," and 
in the same breath (and all of them at once) they will give 
examples of plays they have seen or been in, or even of stories 
they have read. Perhaps the word "progression" is a stranger 
.. 
to them, but they know that acting is connected to pl&.ys, tbat 
plays tell stories, and that all sorts of things happen in 
stories. 
T.aey have learned to show one mood; now they are ready to 
show a ehange from one mood to another. 
A simple story, especially a development of one they have 
worked with before, is the best starting point. If the mood of 
a boy turned down by the baseball coach has beem acted out tG 
show the mood of sadness, a change can be introduced when the 
boy diseovers that because of sickness there is a place for him 
on ~he team after all. It is best tQ keep in mind stories whic· 
call for broad and obvious mood changes: from sorrow to joy, 
As the group' ·s skill increases, the mood changes may become more 
subtle: from unhappiness to anger, from concentration to day-
drea~ng, etc. Whatever mood changes are dealt with, however, 
they should be related to a meaningful story. 
Characterization.-- The moods which have been acted out so 
far should have been ver,y closely related to situations in wbie 
the children could readily imagine themselves. T.hey will have 
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been acting out their own personalities, therefore, rather than 
creating a personality distinct from their own. Now it is time 
for them to lear.m about characterizataon. 
In the stories which have motivated the mood pantomime, the 
characters will have probably all been children, and the reasoms 
for their moods will have enlisted the group's sympathies. The 
children in the group can all imagine that they are the boy whos 
dog is sick, or even a naughty little girl who likes to tease 
and then gets mad when she is scolded. Obaracterizat~on counts-
a great deal upon this ability to identify with a personality, 
but it also requires a certain amount of analytical ability and 
a great deal of spontaneous imagination. Analysis comes into 
play in examining a character to find out what he is like; 
imagination, in determining why he 1~ like that and how his 
special characteristics can be shown. Children are g.enerally 
far. more perceptive of adult traits and foibles than adults give 
them credit for, but blind children are at a disadvantage in 
that they earmot see characteristic gestures·. A~ a pa.rtial 
compensation, sane of. the children can probably tell (if asked) 
what kind of people they know who are continually at rest and 
what kind are forever moving around, picking things up, rustliRg 
papers, &nd so foPth. Emphasi~ in eharacterizatic.m should be 
placed, therefore, upon auditory cues to personalitw such a~ 
footsteps, finger-snapping, or the jingling of coins in the 
poekets• 
The children in the group should be asked to invent a 
l, 
person, starting from the simplest facts: ,man or woman, old or 
young. 
As each characteristic is decided upon, the group should 
discuss ways to act it out. Paradoxically, it will probably be 
easier for the children to pantomime the more complex traits 
than the two simple factors of age and sex; for a blind boy is 
unlikely to know how a girl walks ani a blind child will not 
realize the movements of' old age. (If the group ie co-edueatio 
al, of course, there will be no need for girls to take boys' 
parts, or vice versa. The problem, however, is an interesting 
one to consider.) 
The next characteristics will be more specific: what sort 
-
of a person is this? Let's imagine that the group has decided 
on an old man. Now they add that he is kind, and jolly, and. 
likes children. Is there any reason for his liking children? 
Well, he doesn't have any family, amd he is lonely. 
This man is old, sa as he walks his back is somewhat bent. 
His steps are slow and they shuf'f'le. He's jelly, so perhaps he 
will whistle as he walks. He is kind and likes children; and so. 
he waves to a boy passing by, asks him how he is, and gives him 
a lollypop. He is lonely, so he might stop and sigh to himself 
before he walks on home to an empty house. 
Have the beys see how well they can do thi~--first, all 
the boys, as the leader gives verbal cues (~now he sighs, 1~ etc.)[ 
and then the best ones, each soloing at his own speed, with eve 
one else as audience. This should be followed by a general 
;; 
4it discussion and criticism period. 
"He didn't sound very old when he said hello to the boy." 
~ 
(Leader) "Why was -that?" 
.. 
"His voice didn't creak enough."1t 
- -
-
"And his footsteps went too fast." 
"I liked tba t sigh, though--that was good. 11 
Now it is the girls' turn--and since the man was old, for 
};/ 
variety the new character is imagined as young. In eontrast 
to the maa just created, the children decide that this gir~ sha 
be mean and selfish. In explanation, they say that she never 
has had any children her ovm. age to play with; and therefore im y 
addition to being ~onely, she has never learned how to share. 
~ 
Since she is unhappy, she strikes out at other people and the 
by spreads her ~appiness. 
The group begins to consider ways of revea~ing. her charac-
ter. Her yaung movements are lighter and swifter than the old 
manta. But she is· unhappy, so she wouldn't be skipping or 
running. 
"Rosy, how can we make her move fast enough but not too 
~stf ~is sounds pretty difficult, so we've got totbink it 
1/It is also possible to have two separate but parallel charac-
ters acted out at the sams time--an old man fer the boys and an 
old woman for the girls, who share all characteristics but 
sex. This may prove too complicated, depending on the nature 
the group. 
~~f.a~case like tais should happen to arise, where a situation 
such as loneliness causes two different reactions, (the old 
kindness, the girl's selfishness), the children will profit 
realizing that similar events will be reacted to differently by 
t 
u 
carefully. 
"um--I can1 t think of a way." 
- . . 
"H~w do you walk when you're mad?" 
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''Well--11--I guess I scuff my feet a bit--and every once i:m. 
~ 
a while I sort of kick the groumd.n 
. 
"And, Miss Mercer, when Rosy's mad she sometimes throws 
things t" 
. 
"Oh, shush up, Amy, no one asked you," retorts Rosy. 
The teacher quickly asks for a show of bands in the group 
from thoss who might throw things when they were angry; and 
since quite a few respond it is decided to have the imaginary y 
girl toss something (something light} away from her • 
. 
Her meanness and selfishness can be shewn by having her 
snatch a ball away from another child, or by having her refuse 
to share a candy bar with another child. 
In any characterizations done by a blind group a certain 
amount of dialogue ,is necessary as a framework, but it should 
not be allowed to eclipse the pantomiming aspects. 
Some other characters to create might be: 
A· Humans: 
1. A bully 
2. A timid person . 
'·. An angry blustering person 4 A gay and happy person 
5· A curious_, inquisitive person 
l/An important point in group work which the argument above il-
~ustrates is that the children will often make comments which 
ini~ially seem distracting but upon which group action can be 
built. 
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B. Fairy T.ale Characters:· 
1. A giant {he is heavy-footed and clumsy; but 
otherwise he may be blustery or timid, pleas-
ant or destructive) 
2. An elf 3· A kimg or queen {regal bearing is one consid-
eration here) . 
4• A witch 
c. Animals~-(these will particularly please 3rd and 
4th graders): 
1. Rabbits {they hop, they twitch their noses, 
they are stoma.ch-conscious) 
2. D~er.~(nervous, graceful, swift) 
~·. Bear (lumbering, slow, singleminded) 4 Snake (twists as it slides on its st0mach; 
its head is very seldom sti11, but moves frem 
side to side) 
5• Horse (a sloppy, chomping eater) 
6. Dog (loves to scratch behind its ears) 
7• Cat (cleanses itself when nervous). 
Story presentation.-- Stories have beam the framework for 
the pantomiming of moods and the creation of characters·. They 
ware very simple stories at first and have gradually become more 
complex. The group should now be ready to act out a complete 
story: one with a beginning, at least one change of mood, and a 
satisfactory climax. The children have also been using frag-
ments of dialogue, and this should continue to be one aspect of 
!1 their acting. Any vocalization should for the moment remain 
a spontaneous creation of the children, growing out of their 
understanding of the characters and situation. 
Although the group has been working with the rudiments of 
s-1fory-making already, some members may find it difficult to 
lJ1Pantomime" tor blind children cannot be purely 11mime"--it 
must be partially vocal or in s0me way audible. ~ -
understand the necessity of a ~efinite organiz~tion and strue 
in a story. When the first few playlets are performed, 
the cast should include a high percentage of the m0re imaginati 
and capable children. Their inventiveness may act as a spark 
upon their less combustible companions. 
The teacher should present this step to the children as 
does each of the others: as part in a series, where each new 
undertaking builds upon the 0nes preeeeding it. The children 
cam be reminded that every character they c~eated had a story 
which explained his actions, and that his actions were deter-
mined by what he was like. (Character and plot do not exist 
independently of' one another.) 
T.ae beat introduction for this idea is a discussion of 
of the characters already created--as, for instance, tne old 
"What sort of a person was he?" 
- -(His characteristics are dis~ussed.) 
"How did we show what he wa8 like?" 
.. 
(His ac"tians are mentioned--the gift of' candy, the ahuff' 
step, the sigh.) 
"Did we use these actions to tell us scmething about the 
(The children agree.) 
"Then were the actions that we ehose the sort of' things 
which th.ia particular person would do?n 
(Yes, again.) 
"So if' we know what a person in a story is like, we will 
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O probably be able to tell what sort of things he will do?" 
(Yes.) 
0 
() 
"If we don't start out knowing what a pe~son is like, does 
-
the way he aets in the story generally let us know?" 
When the group bas indicated its understanding, the next 
phase may be introduced. This is the choosing of a well-known 
story (or possibly a less familiar one read to the children by 
the leader) to be analyzed and eventually acted out. Some pos-
sibilities are: fairy tales, myths, Kipling's Just-So Stories, 
~ Robin Hood tale, or a legend about the Knights of the Round 
Table. Whatever is chosen should be brief (probably one episode 
Prom a complete tale) and should require only a few characters. 
It should also be able to stand on its own merits as a tale, 
apart from the rest of the story. In a fairy tale, a good examp1 
is the battle of words between Red Riding Hood and the Wolf in 
gPandmotherts house; in legend, the meeting of Robin Hood and 
Little John at the bridge. 
If the latter is chosen, the story Should be read to the 
t
hildren. In the case of high group comprehension, Howard Pyle', y . 
ook is a delightful one to choose; otherwise one with simplel y 
Ecabulary, such as Prescott's Robin Hood, would be better. tever choice is made, the perceptions and interests of the 
1 
up should be kept in miBd: tor some children the interaction 
P;.~Howard Pyle, The Merry Adventures of Robin Hoed, Charles 
peribners Sons, New York, 1951. 
~ Orville Prescott, Robin Hood, Random House, New York, 1959· 
in Robin Hood of the two personalities at the bridge may prove 
too subtle, while for others Red Riding Hood is "baby stui'f." 
At this stage in the program it might prove wise to divide the 
children into two smaller groups which would meet at different 
times and then come together to present their finished products. 
Letts assume, however, that the meeting of :Robin and Little 
Jehn is to be developed in to a pl:ay. The story is read -ta the 
group and a discussion started concerning the characters of the 
two men as rev·ealed in the story. 
Robin: Somewhat hot-tempered (he readily aedept~ a 
fight on slight grounds) 
Fair and courageous {ke will not shout a man 
armed on-ly with a staff, even thou gb. that 
man is much large:r than he) 
Has the ability to recognize a good opponent 
_ (he waats Little John to join his band) 
Has a sense of humor (he can laugh at his 
defeat) 
Good leader (Little John and the others in the 
band aeeept each other as Babin's followers 
Little John: 
Big and sure of his prowess (he demands right 
of way as his prerogative) 
Forthrigat but without forethought {he chal-
lenges a man carrying a bow when all he 
has is a singlestick) 
Not above crowing over a vanquished foe (he 
laughs at Robin in the stream) 
Bears no grudge (he joins Robin's band). 
Once the characters bave been examined, the story should 
be reconstructed step by step so that the children see how the 
plot is influenced by the personalities. For instance, if Babin 
had been a bully, he could simply have threatened Little John 
with his bow, ·and the story would have taken an entirely dif-
ferent turn. 
When the children are thoroughly fsmiliar with the story, 
it is time for them to act it out. Two actors are chosen, 
dialogue is experimented with, gestures for each part of the 
scene are discussed (hGW do you hold a singlestick, how would 
Little John walk, etc.), and the play begins. 
The actors should be encouraged to create their own dia-
logue and sound effects· (the grunts and clamor of the. fight, for 
instance), and this is why the play should first be bandl.ed by 
the most creative members of the group. Of course there will 
then be the dmger that subsequent performances, even with dif-
ferent casts, will be imitative rather than creative. One way 
to m1 tigate this would be to have two groups handle the play, 
both groups having creative members; and the differences between 
the performances would create overlapping images in the audience~ 
miads. In this ease, the copyists might gather a lmne from one 
performance and a laugh from another, causing their acting of 
the characters to differ from the earlier portrayals in some 
features. This still does not approach the heart of the matter, 
however. A better solution, though one requiring more time, is 
to have the unimaginative child tell what he thinks are the 
important aspects of the character, and in what specific ways 
he will show this specialness. This procedure will have the 
ring of familiarity to the child, for it seems only a repetitiot 
of what the class has discussed. The trick lies in making the 
child draw upon his own experience and reactions when he gives 
the specifics. 
nyes, Robin is brave. Now, how do you suppose he .feels 
when he is acting bravely1 Is he scared? Is he mad? Will he 
yell? Will he talk quietly? Firmly?" 
,_ 
The questions must lead the way; but they should be 
questions, not statements of unalterable fact. Recognition must 
come from the child himself if it is to have any value. 
Oace the children are at ease in a st~ry-scene with two 
characters, a scene with more characters (three-to five actors) 
-
should be undertaken. If the group likes ~airy-tales, then an 
effective scene would be the one in "Goldilocks and the Three 
< 
Bears" where the bears discover that someone has been using 
-their house. The children will enjoy particularly the excite-
ment of Goldilocks •· being discovered. 
Anether familiar tale, which would be especially enjoyable 
if there could be a sketchy piano accompaniment, is "Peter and 
~ 
the Walf." The climax af this is exciting, it stars a child in 
-
a semi-realistic situation (as "Goldilocks" does not), md it 
' 
is a story which the children are used to hearing as a play--
even though the usual actors in it are musical instruments. 
Some aspects of "Peter md the Wolf" are also helpful in deter-
- . 
mining the group's recognition of physical relationships. Petex 
is up in a tree: do the children realize tbat he needs some 
platfo~ higher than the stage area (such as a table top) along 
which he can creep md crouch? And do they know that the wolf 
should be en all fours, whereas the duck should be two-footed 
and waddle? Hav are the characters going to be in the right 
place at the right time so that Peterts rope will be able to 
"catch" the wolf? 
The steps to be followed in this_ more complex scene are 
the same ones used in the seene with on~ two actors: 
1. Read (or tell) the story. 
2. Discuss the characters and the devel0pment of 
action in detail. Dete~mine what changes have 
taken place at the end. 
3• Choose the actors. 
4• Work out (with the whole group) the type of gesture 
and dialogue to be used. This does not mean that 
every speech should be planned in advance. The 
actors should know, however, what kind of accent 
and speech patter.n their characters would have, 
and what key statements must be in the dialogue 
order for the action to proceed. 
5· mrv.e the actors present the scene. 
6. Have a group discussion on the results, with the 
teaeher and any sighted pupils mentioning visual 
problems or successes. 
7• Have another set of actors do the scene again · 
(several ~roups may :follow the origi :nal one, but 
. 
each group sgould have some briefing before they 
take. the stage ) • 
8. Again have the group examine the performances to 
see what changes and improvements have been made 
in 
since the first presentation. 
If the children have been having difficulties with tbis 
scene, several more of the same type should be presented. If, 
however, they bave shown themselves capable of handling situa-
tions with three to five characters, they are ready to undertake 
one with an even larger cast. A good example of this kind of 
scene is the giving of gifts in ttsleeping Beauty." I This require 
- .. 
a large cast, and it is for the purpose of aequaiating the 
children with the complexities of a situation where many people 
are tal~ing (sometimes simultaneously), without sounding con-
trived. ·'They should also be familiarized with the problems 
involved when many people are on a stage. 
Although the same general outline should be followed, there 
are definite ways in which this type of scene will differ from 
those handled earlier. For example, individuality of character 
will not be stressed as much here as it was in the other cases. 
The importance of the group in "Sleeping Beauti' lies in its 
-
:forming a backgroumd against which the contrast of gifts from_ 
the good and bad fairies may be seen. It also serves to show 
' the audience how many people were invited while the wicked fairJ 
was insulted by being excluded. Therefore, the characteristics 
of a group should be emphasized. 
First, the children will have to recognize the special way! 
in which people in a group talk. This may be pointed out by 
having half the group move to one end of the room and listen to 
the others chattering among themselves about anything they 
please. First one voice and then another, first one phrase and 
then an unrelated one, will be heard most clearly for the moment 
Now it is the turn of the talkers to listen and the listening 
ones to chatter. 
( 
When all the children have had a chance both to hear a 
group in action and to take part in one, more specific topics 
of conversation should be assigraed to the group which is going 
to talk. A couple should chat about the baby girl's appearance: 
"So tiny and dainty, isn't she'!", "-They say she takes after her 
~ ,_ 
father's side of the family," "My, such curly hair\", etc. 
Another two or three children can 11 ooh" and "ah" over the gifts, 
- " 
and some should talk about the wicked fairy. All this should be 
going on at once; if it is too much noise, then voices ean be 
toned down to a murmur except for certain key sentences {such as 
those about the bad fairy) which should be clearly heard during 
lulls in the general conversation. 
When the crowd, noises are being handled smoothly the 
children should attempt-moving around on stage. One common 
flaw in crowd scenes is that the actors often stand in one place 
throughout the scene; and this flaw is intensified if the actors 
are blind. To mitigate this, each group o~ children en stage 
should have ·an objective toward-which to move gradually. For 
instance, a group which starts at left rear stage may move 
toward front center stage, where the baby is. A second group, 
starting at the center of the stage, might drop back to right 
~ rear stage; and a third group might move from right center stage 
to meet the first gr0up at the baby's bassinet. Blocking will 
have to be worked out carefully, so that no groups collide. 
The children should now be ready to plan the scene. The 
main parts can be assigned, the development of events discussed, 
and the scene begun. T.he steps to be followed from this point 
on are the same as those outlined earlier for sceDes with fewer 
characters. 
Emphasis iD this section on story presentation bas been 
placed upon the use of dialogue to show development of charaetex 
and action. This daes not mean that the children shwld be 
allowed to ferget to use gestures and facial expressions. New 
procedures.should grow out of the old ones, rather than erasing 
them. 
Play production.-- The group Should now be ready to enact 
a full-fledged play: one with two or three fairly simple scenes. 
At this poiDt the dialogue should be written down and presented 
to the children. It would be too great a tax on their imgeBuit~ 
to ask them to create a complete play and then expect the resul~ 
to be interesting enough .for them to take pride in it. This 
does not mean that the group should be .forbidden to take ce~tai~ 
l 
liberties with the script. So long as the actors maintain the 
sense o.f the dialogue and give their cues in good order, word 
for word rendition will probably sound more monotonous than 
phrases which are eomm0n to the children's speech. The better 
the writing o.f the play is, however, the less uncomfortable the 
children will .feel repeating the lines. It would be wise if 
45 
published versions of familiar stories were used--" published," 
bec&tuse this denotes some degree of polish; 11 familiar," because 
the children will fe.el more at ease with the material. Same 
magazines which are written to help teachers in their classrooms 
will have short pl&tys in them, b~t most of these pl&tys are quite 
amateur and will not give the childrell a very clear sense of 
form in a play. 
Another factor which should govern the choice of a play is 
its provision of parts for every member of the group in ·some 
way, no matter how small. Remember, however, that an tinaware 
child should be cast in a role which is only slightly demanding. 
It should call upon areas in which he bas some ability--fantasy, 
odd noises, science--and then work to introduce new concepts 
and awarenesses. If the range of ability in the group is very 
great, two-plays may be selected: one simple, the otber mere 
complex. 
Once the play has been chosen and the parts assigned, there 
should be a discussion of characters and story development, as 
there was when dealing with just one scene. The children should 
then have a chance to become thoroughly familiar with their 
parts before they are required to take their places on stage, 
since maneuvering physically m&ty take too much of their concen-
tration away from ver8al continuity. In the past they have bot~ 
spoken and moved at the' same time, but only in short scenes wi t:t; 
largely spon·tane-o~s dialogue, wh.e:r-e less exactness was needed. 
Since mobilitywithin the environment of the play may cause 
46 
some difficulties, here is a short list of aids to mobility: 
1. Physical cues 
a. For younger children, or timid ones, tables may 
be lined up to form a gUide-line beside which 
to walk. 
b. Curtains may be hung in front of the rear wall, 
with openings .at various points to indicate 
doo:rways. This has the added advantage that the 
children can move baek UBtil they find the cur-
tain and tb:en follow it till they reach the 
opening. 
c. A rug may be placed under a desk or table, or 
in front of a couch, to indicate its location. 
2. Audible eues 
a. An actor is told to walk toward another person 
while that person is talking, so that the voice 
serves as a guide. to the speaker's location. 
' 
b • .A faint humming or whistling may be used in 
place of a vocal cue. 
c. A ticking clock may be placed on a table around 
which some of the action centers. 
d. A foot may tap impatiently. 
e. The f~int sounds of the audience are a clear· 
indication of the front of the stage. 
When the children are not actually om. stage· they shauld 
serve as a respons.ive audience: laughing when something is 
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funny, clapping at the end, keeping helpful comments in mind to 
make when the rehearsal is over. The teacher must be very 
careful to emphasize the need for constructive criticism, 1 by 
asking for suggestions as to how the group can improve and in 
what ways its members can better work together. 
The aim of the playts production is its presentation before 
a group of people especially invited by the children. There 
should be a few simple props and even some costuming if the 
play requires it. Since-p~ops and costumes are part of the 
visual magic of a play, they will have more meaning for the 
children if they are decided upon and made, Q~ the children 
themselves. 
The presentation of a play can either be the climax of the 
program or else simply a point from which the group can continue 
developing: either working to improve the production of plays 
or ezperimenting with different dramatic forms. This thesis 
has concerned itself only with the basic format of a dramatics 
program, and it will not continue beyond the initial undertaking 
of a play. 
,. 
CHAPTER V 
SUMMARY 
Justification.-- Blind children have many needs, some of 
,i. 
which may best be s~tisfied through a program of dramatic 
activities. At the present time, practically no written materia• 
exists in this area. The aim of this thesis has been to provide 
material which will help to overcome this lack. 
Literature.-- ~e literature concerning sighted children 
in a program of dramatics was reviewed, and the basic principles 
were indicated. Since the literature in the field of dramatics 
for blind children is quite limited, this thesis has concentrate· 
on adaptimg the principles used in dramatics for sighted 
children. These principles were discussed in terms of their 
relationship to blind children. 
Procedures.-- Procedures were described which included 
modifications for the classroom teacher to use in working with 
blind children. These procedures were presented sequentially. 
All suggestions were the direct outgrowth of the author's 
experience as a teacher at Perkins School for the Blind. 
Limitations of tbis study.-- There are three main limita-
tiona. 
1. T.he program was not tested or evaluated to deter-
mine its utility and growth potential. 
2. The material present~d was one individual's point 
of view of this type of activity in relationship 
-48-
r 
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to a group of blind children. 
3· The material might have been presented in a form 
more ~·nearly approximating that of a manual, with 
the steps outlined more specifically. A more 
free-flowing style was felt to be justified, how-
ever, both because little has been formulated about 
dramatics for blind children; and because this 
thesis was essentially a creative -one, designed to 
explore and to lead to mere objective research on 
the subject. 
0 
0 
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